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FA CUL TY CHAMBER MUSIC RECITAL 
PROKOFIEV II 
An evening of chamber music celebrating 
the soth anniversary from the death of 
Sergei Sergeievich Prokofiev (1891-1953) 
Linda Larson, guest soprano 
Patrice Pastore, soprano* 
Rebecca Ansel, violin 
Charis Dimaras, piano 
Five Poems, Op. 27 (1916, Akhrnatova)* 
Sunlight streaming in the chamber 
A true tenderness 
Memories of the sunlight 
Greetings 
The gray-eyed king 
Five Melodies for Violin and Piano, Op. 35a (1925) 
Andante 
Lento, ma non troppo 
Animato, ma non allegro 
Allegretto leggero e scherzando 
Andante non troppo 
INTERMISSION 
Five Poems, Op. 36 (1921, Balmont) 
Incantation of fire and water 
Birdsong 
The Butterfly 
Think of me! (A Malayan Incantation) 
The Pylons 
Hockett Family Recital Hall 
Monday, October 27, 2003 
8:15 p.m. 
Prokofiev: Man and Enigma 
Sergei Sergeievich Prokofiev (1891-1957) is one of the most enigmatic 
Soviet musicians of the 20th century. Already famous during his 
lifetime, but, especially, after passing away on March 5th, 1953, (within 
just a few hours of the death of his lifelong nemesis, Josef Stalin), he 
has long been considered one of Russia's most prolific and influenti 
composers. At the same time, however, some aspects of his seeming! 
aloof, detached and, sometimes, even arrogant personality and of his 
complex relationship with his homeland's political, social and 
cultural status quo, have continued to generate great controversy and to 
tantalize scholars. In the following short text reference will be made of 
some of the main elements that have contributed to these 
"misunderstandings" about Prokofiev's life and art, before a possible 
theory can be articulated as to how these elements might have 
influenced and eventually yielded this fascinating individual. 
I. The great political, social and economic tensions/events that took 
place in Russia and in the rest of the world during his lifetime. 
Prokofiev survived two revolutions at home and two world wars abroad 
and experienced Russia from the times of the last Tsar and all the way 
until Stalin's death. Born in Georgia to a mid-class family of well-t 
do merchants, he spent his formative years in the social structures o 
imperial Russia. However, soon thereafter (upon arriving in St. 
Petersburg in 1905 as a major musical talent), he suddenly found himself 
right in the center of a budding pre-revolutionary climate. Fittingly, 
his subsequent education at the conservatory was dominated by an 
obsession with discarding all traditional principles and with striving 
relentlessly towards new, often still completely undefined, ideas. 
During this period a very headstrong young Prokofiev also readily 
dismissed many new stylistic directions in the arts invented by fellow 
artists (he was against symbolism, realism, mysticism/Skryabin etc.), 
even though, at the same time, he continued to consider himself in the 
foreground of the avant-garde: "After all, I was the first person to 
publicly perform Schoenberg in Russia". And yet, in 1917, while m 
vacation en a country estate, he suddenly felt the urge to produce a 
seemingly traditional piece, his Classical Symphony, Op. 25: Was this 
a return en the part of the young composer towards principles of t~;-
past or merely an optimistic experiment for the future? After t!\._ 
revolution (1918), fully aware of the artistic limitations of the newly 
shaped Soviet society, he went into self-imposed exile in New York 
and Paris. However, he was never a fugitive (like so many other 
fellow Russian artists), but he was living abroad officially and he was 
traveling with a valid Russian passport and with the Soviet state's 
permission. Nevertheless, even though he never felt like a dissident 
throughout his many years in the West, he eventually decided to return 
to the Soviet Union for the last 17 years of his life. This move initially 
brought him great admiration and honor in Russia and yet, he never 
really became, (as in the later case of Shostakovich), a true national 
3ymbol of the uninterrupted greatness of Soviet music. Instead, he 
ended up spending his final creative years continuously fraternizing 
with minor key political authorities and eternally seeking the Soviet 
system's stamp of artistic approval and political endorsement, which 
he was destined to sadly never receive. 
II. The huge breadth and width of his stylistic, expressive and 
aesthetic palette. 
Some of the fascinating questions about Prokofiev also originate from 
the fact that all his life he fiercely resisted any specific artistic 
categorization, instead adopting an unusually wide palette of styles 
and aesthetics throughout his oeuvre. He remained always well 
informed and intensely interested in all new compositional/ aesthetic 
concepts, some of which he often chose to assimilate in a very natural 
and personal way into his works, whilst rarely articulating any of his 
true intentions behind such practices. As a result, the expressive and 
aesthetic aspects of his body of work are of exceptional breadth and 
width and reveal a highly pluralistic mind at work at all times. 
Accordingly, the adjectives that have been used to describe the specific 
emotional state in some of his individual works, but also his general 
aesthetics are often very contrasting: aggressive & hypnotic, hard & 
tender, funny & ironic, wild & disciplined, dry & jovial, bizarre, 
capricious, eccentric, fresh, laconic, mechanical, nai:ve, optimistic, 
lively, etc. Logic and Lyric, Jest and Anger, Humor and Paradox are just 
a few of the elements, which characterize an art planted right in-
between high tradition and current wild avant-garde. 
III. The breadth and width of his compositional technique. 
Prokofiev's melodic and harmonic languages are also very diverse: 
Simplicity often coexists with complexity in matters of melodic 
shaping and metric subdivision, whilst, harmonically, elements of a 
seemingly free atonality continue to secretly refer to specific tonal 
centers (Prokofiev never really questioned/ discarded the basic function 
of tonality). His melodic style has often been described as diatonically 
linear, with all atonal/bitonal adventures mostly originating from an 
extended use of the dominant chord. In that way Prokofiev created an 
alternative to the contemporary post-romantic techniques of 
chromatically or enharmonically altered Melody and Harmony. 
However, even though he clearly turned for inspiration to earlier 
principles from the Baroque and the Classic, he also never seriously 
desired their reestablishment: Instead, through his experiments with 
earlier techniques he attempted to create what he called a "new 
simplicity", where old principles are reexamined and then reinvented ;; 
through each composer's aesthetics and personal involvement with ,l 
contemporary methodology. 
IV. The riddle of varied popularity of some of his individual works. 
Even in our days Prokofiev's reputation and place in the modem 
repertory relies heavily on a disproportionably small number of works. 
In fact, it is astonishing that so many masterpieces from so many 
different periods of his life continue to linger in obscurity: Early works 
of great variety and value (his 2 nd Symphony, Op. 40 and his opera, 
The Fiery Angel, Op. 37), as well as major masterworks of his maturity 
(his 6th Symphony, Op. 111, his Sinfonia Concertante for cello and 
orchestra, Op. 125 & his ballet, The Tale of the Stone Flower, Op. 118). 
On the other hand, he quickly became very famous based only rn a 
hand-full of works, such as his symphonic fairy-tale, Peter and the 
Wolf, Op. 67, his 2nd Violin Concerto, Op. 63, his 5111 Symphony, Op. 100 
and his cantata to Alexander Nevsky, Op. 78. A further riddle lies in 
the fact that for no easily identifiable reasons these few popular works 
were also immediately universally accepted and respected: in the 
USSR, as prime examples of compositions in the manner of Soviet 
Realism, but also in the West, as the most easily approachable and 
acceptable works. Prokofiev himself wondered at this discrepancy 
throughout his life and proclaimed in frustration: "I frankly don't wish 
to be known and judged by the Soviet listener only rn the examples of 
the March from the Three Oranges and of the Gavotte from my 
Classical Symphony ... " 
V. The difference of perception of the composer from the East and the 
West. 
Another element that the composer had to fight against all his life is 
the difference of perception that East and West expressed rn his body 
of work and its categorization: The official Soviet propaganda always 
attempted to underplay, if not to fully suppress, the composer's 
affiliation with and important standing in the Western avant-garde of 
his times. Elsewhere, some critics in the Western world always felt 
uneasy with Prokofiev's official standing as a Soviet composer and 
artist of the people. 
In conclusion, it is the careful study and consideration of all the above 
(and many more) elements that can hopefully yield some answers to the 
many questions about Prokofiev's life and art that have persisted all 
these years. To assist in this task the composer has left behind one 
final clue: An early document, a manifesto, in which he articulated 20 
points about his artistic thoughts and goals. In it one finds most of the 
main elements that defined his existence: A brilliant talent, a vast 
knowledge of his craft, a strong belief in his abilities and a decision to 
always maintain a certain personal "distance" from his music, a device 
put in place with the purpose of acting as a protective mechanism 
against emotionally wearing out. 
It is when all these elements are combined that one begins to see the 
larger picture of an Art, which ingeniously exposes and then directly 
engages every true human emotion, after having previously stripped it 
clear of all unnecessary sentimentality. An Art, in which lack of 
compromise coexists with reconciliation and cold irony seems deeply 
feeling. In one sentence: an Art in which universal pluralism always 
finds a personal point of reference and, thus, becomes a sign of the 
individual unity. The individual unity of the Prokofiev phenomenon. 
Charis Dimaras, 2003 
Due to the nature of this publication the inclusion of a bibliographical list is not 
appropriate. However, a detailed bibliographical listing of all the sources used in 
tfus text is available upon request. 
Soprano Linda Larson's operatic experiences bring a dramatic element 
to all her performances: she has sung with the New York City Opera 
National Company, Indianapolis Opera, Opera Memphis, Opera 
Illinois, Opera Theater of Rochester, Tacoma Opera, and others. A 
graduate of the Resident Artist Training Program at Tri-Cities Opera 
in Binghamton, she has performed many leading roles with that 
company, including Violetta, Musetta, Pamina, Susanna, Gilda, and 
Abigail in The Crucible. In her 2002 Syracuse Opera debut, Linda sang 
La Boheme's Musetta; she returns to Syracuse in 2004 for Mabel in 
Pirates of Penzance. In other recent productions, she has Slll1g Gretel, 
Adina, and the title role in Floyd's Susannah. 
Linda is particularly interested in new American music, and her 2003 
concerts include premieres of music by Louis Gioia, Jason Heald, and 
Dan Welcher. She has Slll1g music of contemporary masters John 
Harbison, Richard Einhorn, Luciano Berio, Steve Reich, Ned Rorem, 
Robert X. Rodriguez, and David Borden, with performing forces 
including the Chintimini Chamber Music Festival, Anonymous 4, 
Ensemble X, Encompass New Opera Theatre, and Voices of Change. 
Linda has also appeared with the Cayuga Chamber Orchestra, 
Syracuse Symphony, Erie Philharmonic, Finger Lakes Chamber 
Ensemble, Alaska Chamber Ensemble, New Texas Festival, 
Chautauqua Institution, Westchester Concert Singers, Catskill Chora 
Society, and others. She is featured m The Pulse of an Irishman, a 
recording of Beethoven arrangements of British Isles folksongs noted for 
its "youthful and unpretentious singing." 
Honored as regional finalist in the Metropolitan Opera Auditions, 
Linda earned her masters and doctoral degrees from the University of 
Texas at Austin, and bachelors from the University of Michigan. She 
participated in the Twentieth Century Opera and Song program at the 
Ban££ Centre for the Arts. Formerly coordinator of Vocal Coaching 
Program at Cornell University, she is now m the faculty at New York 
University. 
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Syrn~hony Orchestra and Chamber Orchestra; 
effrey D. Grogan, conductor 
Ithaca College Concerts 2003-4 
Czech Philharmonic Chamber Orchestra 
featuring Richard Orrnrod, piano 
Sharon Isbin, guitar 
and Gaudencio Thiago de Mello, perscussion 
Sylvia McNair, soprano & Ted Taylor, piano 
